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INTRODUCTION. 



In preparing this Key to Harmony" the author has appended 
remarks to the exercises, calling attention to the most impor- 
tant points; it is needless to say to those familiar with the 
subject that it is of course possible to write these .eocercises 
in many other ways, equally correct and agreeable. Students 
must not think that, if their writing of them does not exactly 
correspond with that here given, it is necessarily incorrect. 
It is quite possible that all the chords and their progressions 
may be correct, yet the effect may not be good; compare pas- 
sages of this kind with arrangement here given, but never 
consult the Key before writing the exercise. Pay particular 
attention to those passages that are mentioned as being of es- 
pecially agreeable ef feet. 

This Key has been prepared in response toavery wide demand. 
The author sincerely trusts that the usefulness of his "Har- 
mony" may be thereby increased. 



H. A. CLARKE, Mus. D. 



May, 1901. 
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KEY TO 



A SYSTEM OF HARMONY. 



CHAPTER IV. 
Succession of Chords oyer a Bass. 



The succession of Positions" given here is not by any means 
the only oneTkhat is possible or c*rre*t;but is meauMoillustrate 
smooth progression of chords. Observe that the Bass and upper 
parts move nearly always in opgxjfeite directions, except when 
the succession is in accord with the remarks on pages 16 and 17. 
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CHAPTER V. 

Sequences of Common Chords. 
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Measures 1 and 2 form a sequence. At a three chords in sue 
cession are in the tierce position. 
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Measures Sand 4 form a sequence. 



A SYSTXM OF HARMONY. 



% 




^S 



m 



w 



2 



*T1 



P 



Ei ..I'm 



I 



f 




Measures 1 and 2, and 8,4 and 5, and 6 and 7 form sequences. 
IV 




The Bass in measure 1 and 2 may be treated as a sequence,- thus: 
I 8 * chord,quint position; 2**, octave; 8 r *, quint, 4*, octave. At a 
are three chords in tierce position. Measures 5 and 6, sequence. 

lVI 




Begins with two tierce positions. Measure 2 is a sequence. 
Sequence in measures 5 and 6. 

*VII 
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Sequence in measures; 1 and 4 of tierce position; sequence also 

ill measures S, 6 and 9. 
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Sequence in measures 8 and 4, also in 5,6 and beginning of 7, 
a sequence in which the Bass descends continuously by thirds. 



CHAPTER VI. 
First Inversion of Common Chords. 

j (Pages 25 & 26) 




When inversions are used there is not the same necessity for the 
use of contrary motion. In measure- 2 there is a direct motion from 
l s .t inversion of Subdominant to quint position of Dominan^ihis 
always sounds well. In measure 5 the chord of F occurs in tierce 
position, followed by same chord, l s .t Inversion; this is always 
Of good effect. 
II 




Measures 1 and 2 form a sequence consisting of three chords; I s . 1 , 
tierce position; 2*<*, same chord, I s . 1 Inversion; 3 r . d ,quint position. 
Measure 8 has three I s * Inversions; observe how the doubling is done. 
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Measure 1, the Tonic, followed by I s . 1 Inversion of Super tonic, 
followed by Dominant, is a very agreeable succession. It is a 
curious fact that if the Supertonic is used with its root as a 
bass, the agreeable effect is largely destroyed. 
, IV 




Observe theeffect of the Subdominant, I s . 1 Inversion, with 
third doubled, preceded by Dominant, tierce position, then Dom- 
inant, I s } Inversion. The agreeable effect is largely owing to the 
diatonic motion in opposite directions of the outenparts. 
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Measures 2 and 3, a sequence; tierce position, followed by 1^ 
Inversion. In measure 7 the Biipertonic occurs with the Sf^doubled- 




In measures 1 and 7 observe the effect of the success ion: Tonic, 
tierce position, then 1** inversion, then Dominant. 
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CHAPTER VII. 
Second Inversion ofr Common Chords. 

The use of Second Inversions is characteristic of modern music 
in a large degree. Care must be taken to use teem exactly in ac- 
cordance with the instructions given. 




In measure 1 the 13.* Inversion of the Super tonic, with the S 1 ^ 
doubled, is followed, in measure 2, by the 21 a inversion of the 
Tonic. One of the most frequent uses of the Super tonic- chord is 
to precede the 21* Inversion of the 'Tonic. It is of ten met with in 
the final cadence. Measure 7 ends withthis chord, octave position, 
followed by the full cadence. Exercise 111 ends in the same way. 
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The cadence is preceded by the Super tonic, l s „* Inversion^? 1 doubled. 
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CHAPTER VIII. 
Melodies Harmonized by Chords in Position. 

The remarks about the successionof chords in "position" 
over the basses given, apply equally well to these exercises. 
* These examples, and those that follow with inversions, should 
be played in succession and the effect compared. It will be seen 
how much better the effect is when inversions are mingled with 
"positions:' 



CHORDS IN POSITION. 



(Page 81) 
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In the sequence in measures 3-4-5 there is an example of the use 
of the chord on the Leading-note. 
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MELODIES HARMONIZED, INTRODUCING FIRST INVERSIONS. 



(Page 81) 




Observe the sequence in measures 2 and 3. 
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In measure 1, l 8 .* Inversion of fiubdominant, followed by l 8 -* 
Inversion of Dominant; -observe bow the doubling is done. 
Measures 5 and 6 are in sequence; ♦ marks double major thirds. 
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Observe in measures 3 and 5 the movement of the Bass and top 
part in thirds; in the Incase, apposition" between two inver- 
sions; in the B^d case,the reverse. Also observe the effect of the 
diatonic contrary motion in measures 6 and 7. 
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Another example of Dominant,tierce, Subdominant, 1** Inver- 
sion, 3 r . d doubled, and Dominant, 1 st Inversion, measures 2 and 3. 
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Measures 8,4 and 5 would form a sequence if the Leading-note 
chord were used at beginning of 4. 
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Begins with a I s * Inversion. Measures 1, 2 and 3 are in sequence. 



% 



A SYSTSM OFEA&MQIfY. 



MELODIES HARMONIZED, INTRODUCING FIRST AND 
SECOND INVERSIONS. 

Every opportunity for the use of S n _ d Inversions is taken. 

The 2 n _ d Inversion of the Tonic, .in the final cadence, is pre- 
ceded by either the Supertonicor.the Subdominant, as a 1 gen- 
eral rule; bat in Ex. II it is preceded by the -Submediant; in 
Ex. VI by the I s - 1 Inversion of the Tonic; in Ex. VIII by the Ton- 
ic in tierce position. 
(Page 81) 
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Observe the effect at the beginning: Tonic, K 1 livers ion,Super- 
tonic, l 8 . 1 Inversion, 8 r J* doubled; Tonic, 2 n . d Inversion. 
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CHAPTER IX. 
: The Minor S cale . 

The Minor Scale offers some difficulties to the beginner;but 
when every note is harmonized,the rule given, thatthe presence 
of the natural seventh generally indicates a modulation into the 
relative major, will be found sufficient. . 



(Pages 36 & 37) 




Measure 8,the C\ indicates the relative major,^. Care must be 
taken never to write the Dominant chord without the raised 
third; for example: Do not write A y C\> B in D minor, unless it 

is preceded by E, G%, B\ which indicates a modulation into the 
related; key of A minor. 




j'*g r r ... 

Measures 5 and 6 are in the relative major, Q. 




The whole exercise is in the minor key, owing to the frequent 
repetition of the Leading-note , B\+ 
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Measure 3,the presence ol#\\ indicates the relative major, which 
continues through the two following measures; the return to the 
minor key might be made in measure 5 as at N. B. 



CHAPTER X. 
Exercises Introducing Related Keys. 

Observe the cases in which the Dominant chords of related keys 
are used when the accidentally raised note is not in the melody. 
Observe carefully the harmonic sequences', consisting of Dom- 
inant and Tonic chords, as in measures 3, 3,4, Ki.IT;ihmeasures 
1 and 2, Ex. Ill, in which the sequential passage consists of four 
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In measure 5, is an example of 2* d Inversion of the Dominant 
of a related key. 
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In measure 1 the Bass is treated first as a root, then as & third; 
always of good effect. 
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CHAPTER XL 



Common Chords Belonging to the Group of 



Related Keys. 



(Page 49) 
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Measure 1 the minor Subdominant, in*. 2 n . d Inversion^the same 
rule applies as in the case of the major Subdominant;) measure 
10, the 1*} Inversion of lowered Supertonic, preceded by minor 
Subdominant. This is the smoothest way to introduce this chord. 
Measures 12 and 13, the leap of diminished 3 r _ d in the melody. — 
A^, ^# — is nearly always an indication of a lowered Supertonic 
followed by Dominant. 
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. Measures 6, ?, the minor Tonic may precede the lowered Super- 
tonic with almost as smooth an effect as the minor. Subdominant. 
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In measures 3,4&nd6 the leap of diminished thirdis in thenielody 




. Mea8ui«s5,6,7, five chords in succession in tierce position. 
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Measure 6,lowered Superttmic, l* 1 Inversion, followedby same 
. chord in quint position,followed by I s * Inversion of Dominant. 



CHAPTER XII. 

Dominant Seventh, First Progression. 

Much greater variety of effect may be produced by the addition 
of the 7^ to the Dominant chord. 
(Page 64) 




Observe the effect of the diatonic descent of the Bass Inmi»«i» 
1,2,3; also in measures 3 and 3, the descent of the melody in thirds 
with the Bass, caused by the sequential passage; the melody being 
alternately 7 1 . 11 and K*; Bass, &£ and root. 
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Measure 3, the l 3 _t Inversion of a minor chord, changed into a 
Dominant chord by raising the third and adding the 7 t _ h ; alwavs 
good effect. 



mssEtp.: 










> ■ i 






\ 






T® 


*n 








\msem 


















Begin with I s - 1 Inversion of the Tonic, sequence as far as fifth 
chord. Observe the effect of the minor.Subdominant in measure 6, 
before the perfect cadence. 
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VII 




Observe the especially pleasant effect of the succession of 
the first five chords. Measures 4 and 5, sequence. 



CHAPTER XIII. 

All Progressions, and Succession of Dominant 

Sevenths. 

(Page 59) 




Measures 8,4, a third progression. Observe the endihg.of this 
exercise; the absence of a cadence, the contrary motion of the 
outer parts, and the i s l Inversion of the Leading-note chord,be- 
..fore the final Tonic. 
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At N.B. the 7*£ falls to the root of the next chord. This is done 

(in instrumental, rarely in vocal music) for the sake of com- 
pleting the next chord; the presence of the third of the chord in 
the Bass covers the otherwise unpleasant effect that would result 
from not resolving the 7 . according to rulo. In measure i the 
third of the Dominant (Cp leaps to the third of the Tonic (F$). 



CHAPTER XIV 
Dominant Ninth. 

The too frequent use of the 9 th , .and especially of the dimin - 

ished 7^, is not to be Commended. These exercises are meant 
only to exhibit their use, not to be examples of musical effect. 

(Pages 65 *6f' 1 
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At N. B. the 7 th falls to the 9 l . h of the next chord for the same 
reasons given in the last chapter, under Ex. VI. 
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CHAPTER XVI. 

Dominant Eleventh. 

Compare the use of the 11*? chord in these exercises with the 
rules given in Chapters XV and XVI. The same remarks made 
as to the S 1 . 1 * chord will also apply to these, viz:- They are too 
much overcrowded for musical effect. The more striking the 
individuality of a chord, the more sparing should its use be; 
they lose their effect by too frequent use. 
, (Pages 7* & IS) 
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CHAPTER XVII. 
Dominant Eleventh, and Unusual Progressions. 

(Pages 81 & 82) 




At, a, the minor chord of A is followed by the 1** Inversion of 
its relative major chord. Thifris the most agreeable way in which 
this succession may be made* 
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At <*, succession by means of connecting note G; at 9, the suc- 
cession is made by means of the same connecting note 0; the 
Dominant 7t n of C, 3 r . d Inversion, is followed by same chord, 
the Bass falling a seventh to the root of the chord. 
IV 
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At a, connecting note F. 
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At <t,is an example of the only way in which it is possible tawrite 
insuccession,chords,of which the root is the same letter in two 
forms, in this case, JS V and B\ . 

At £,is an example of succession by connecting note. 
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The last chord in measure 1 is connected with the following 
chord by jrt, and that with the next chordhy F. 
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CHAPTER XIX. 



Supertonic Harmony. 

(Page 89 ft 90) 
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Begins with l! 1 Inversion of the Tonic, followed by ll** 1 chord, 
followed by Supertonic harmony. 
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At «, Supertonic harmony, 8 r . d in Bass, SI? Inversion.of Tonic 
minor, Supertonic, 5 1 ^ at Bass. Observetheeffectof the contrary 
motion between the extreme parte,- also of the progression in the next 
measurcto the major Tonic, Sflfl InverBipn,foIloweoiby same chord, 

■ 1st Inversion, but changed to Dominant 7 1 ] 1 of C, with augmeh ted 5^. 
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The prolonged F in the Bass is not strictly a Pedal note, as it is 
a member of every chord written with it. In measures marked a 
and*, the minor 9th of the Supertonic might be writteivC^instead 
of 2?l>,and 9% instead of ^k 

AUGMENTED SIXTH CHORD. 

The same harmonies,as a rule,are employed; but the Supertonic 

harmony is changed to Augmented Sixth. Observe the eases in which 

%rsA Inversions are used,according to the remarks in this chapter. 

.(Pages 89 & 90) (See third paragraph "Harmony'} page 93) 
1 .I* i 
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At «,is an example of an inverted Augmented 6*^; at 5,another, 
with the harmony in five parts, 

CHAPTER XX. 
Augmented Fifth and Passing Seventh. 

.(Pace sal 
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At «,PasBing 7* 2 n * Inversion; S.Augmented &t_ n , 21* Inver- 
sion; <yPasaing 7 1 * 1 and Augment eel 6\F; rf, Supertonic harmony 
with nlajor WS 
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. At a,the parallel octaves between first and third parts,are fre- 
quent in inst r ument a 1 mus ic , when they occur in this way. It should 
never occur in music for voices. At 6, passing 7 t J 1 onSubdominant, 
followed by ll*] 1 chord; this,by inverted Augmented 6^. 
tlV 




CHAPTER XXII. 
Suspensions and Retardations. 

At a,in Exercises II, III and .V„ the third of the Dominant falls to 
the fifth of the Tonic, to be out of the way of the Retardation. 

? (Page 103) 
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At a y XV, the minor S 1 * 1 of the Supertonic,isu8edas a retar 
dation of Jf l|, the third of the Tonic. 



ORNAMENTED SUSPENSIONS AND RETARDATIONS. 



(Pages 107 & 108) 



N.B. 3 





N.B. This should be B t not C } in the text book. 



88 



KBY TO CLARKE S 




A SYSTEM OF EARMO FY. 
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CHAPTER XXHL 
Changing Notes. 

The principal thing to be observed in writing these exercises 
is,that the chords must keep out of the way of the Changing Notes. 

Another point is so to arrange the chord that its third will al- 
ways be present. 



(Page ill) 




irr r'r lr J r 




. In measure l,the chord is so arranged that the Changing Note, C y 
is not interfered with by having <ff, its Resolution, sounded with it; 
nor the ChangingNote,^, by having sounded with it. This method 
of arranging the chords is observed throughout. 
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±±i i l J J 



In measure 2, the Changing Mote, ^te followed by the third, A\ 
it instantly leaves this for the Changing Note, Q; as it leaves i% 
the Bass rises to the third; the same thing occurs in measure 5, 
when the third voice falls to i>, as the melody leaves it; same in 
measure 6; in measure 7, at a, the seventh, JFl>, of the Dominant, 
falls to B\> to be out of the way of the Changing Mote, JTk This 
should not be done in vocal writing. 




A SYSTEM OF KARMOFY. 
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• At <*, last measure, the F-A-0 are in reality all members of the 
chord. 



CHAPTER XXIV. 
Passing and Changing Notes. 



(Pages 117 * US) 




. In measure 1, the third is doubled,as otherwise the Passing 
Notes would be interfered with; the 9 is omitted in the second 
chord, for the same reason; the same thing occurs in measure 8, 
* again in measure 6. 
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The chord«.are drstributed bet^reehitheiiandsto facilitate 
playing. Observe at <r«,. , the chord first has the thirdat the Bass, 
but quits, as the melody moves to it. 



A SYSTEM OF EABMONY. 
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The chords are all given to the left hand, but they follow the 
usual rules as to Position, Inversion, etc. 




At a, seventh ascends; at ft, Changing ttote doubled in thirds; 
at c, the Anticipating Mote is turned into a Changing Mote/ 
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CHAPTER XXV. 
Exercises in Minor Keys. 



(Pages 121 * m) 





In measure l,the chord as arranged with fifth doubled ,'is quite 
out of the way of the Pa&sing Notes; the third is omitted from 
the second chord because the group in the melody ends upon 
that member. 








±s~ 




A SYSTXM Of HARMONY. 




Measure 6,the natural seventh Indicates the relative major. 



Jjllll 1 








* '? ' ,j 


t t 


pff H >"*V 


Jf'TtV g--r_-P—- 




o == 








Measure 4, this sounds like a modulation to ^J major. The 
use of the Dominant of the Dominant of a minor key. in this 
way, is very common and very effective. In this case the £$, 
tit and B may bo considered as Passing Notes over the F. 
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At a, the root is given to three voices to avoid the awkward leap 
of the 2 n . d voice from^t to A; b, the^hord of utftisthe lowered 
Supertonic of <?, and Subdoniinant of E\>; c, advantage is taken 
of the fact that E^ is the Dominant of ^t, and the Seventh, Z>l>,is 
added; t hen the ^t chord is treated as the lowered Supertonic of 0. 
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